that the performance draws attention to, however, pave the way for exclusive, upmarket hotel resorts. Unprompted, the performance ends when the labourers exultantly smash the wall to the ground.
As artist-in-residence for the event, Mabsout devised the performance in response to discussions generated by Beirut: Bodies in Public, which invited artists and researchers to think through the concerns surrounding performance in public space in the Lebanese capital. A year earlier, the art journal PeepingTom Digest (2013) had published 46 anonymised quotations drawn from dialogues with artists and cultural practitioners in Beirut. 5 The selection was controversial, accused by some of abstracting the remarks from important contextual factors, and of presenting Lebanon as a "selfloathing nation" (Kholeif and Bailey, 2013) . We hunted the journal down through a trail of Beirut's art bookshops in the summer of that year, poring over it page by page on the beach in Byblos, on café terrasses, on the steps of the national museum. Ella, a performance researcher, had spent just weeks in Beirut, whilst Eliesh had spent significant years of his life there campaigning for sustainable development; so our responses were varied, and impassioned. The inseparability of the arts from key social and political questions in Lebanon was clear to us both. Buried amongst those 46 statements was the provocation that sparked the workshop: "Art in public spaces doesn't exist anymore" (PeepingTom 2013, 20) .
The statement led us into troubled discussions about the past and the future of art in Beirut, its presence and its absence. Was there a time in which art had a visibility and potency in the public sphere, which it had now lost? Did the statement eulogise dead public art forms, or memorialize a Although PeepingTom's statement may ring false in the face of existing art practice in Lebanon, it speaks to widespread concerns about the conspicuous lack of public space in the capital (see particularly Harb 2013) . As commentator Raafat Majzoub argues, shared spaces are key to promoting social cohesion and collective action, but are menaced on the one hand by accelerating privatization, and on the other by abandonment: "The Lebanese government's neglect of Beiruti public spaces has turned them into unlawful 'underground' zones of the city that the general public needs protection from" (Majzoub 2014 ). In the eyes of the state, a publicly owned and freely accessible space equates uneasily to a lack of security and regulation -concerns associated with urban crime and misuse, but also with sectarian unrest. The 300,000 square meter Horsh Beirut pine forest, for example, has been closed off to the public for twenty years, as keynote speaker Mona Harb reminded us (see also Shayya 2010 , Farfour 2014 , Fernandez 2014 .
7 Pointing up what she saw as a widely-held opinion in Lebanon -that 'a good city is a classed city' -Harb noted that commercial appropriation of public space catered only to the wealthy, excluding the working classes on the grounds that they were not civilized enough to use public space well: they litter, smoke narguileh, play Umm Kulthum too loudly on portable speakers. controlled divisions that still exist between neighbourhoods. The free-runners themselves discouraged Royaards from working in certain areas of Beirut and its suburbs (especially in the south) in which sectarian conflict is often concentrated, and they also refused to work in the Burj, due to the heavy presence of police and private security firms. Whilst they remained subject to these limitations, however, the free-runs also offered an alternative approach to navigating the city. Like the Situationist-inspired practice of urban walking, the piece read the city as palimpsest, allowing memories to bleed through Beirut's layers of post-war reconstruction (see de Certeau 1984, 91-130) . Using a system carried by the runners that recorded the sounds of the streets and broadcast them back through amplifiers as an echoic trail, Royaards explored the ephemerality of time-based arts such as sound and performance. The work re-called the city to itself -both acoustically and in the routes it traced -but the transitory nature of the interventions meant that memories were lost almost as quickly as they were recovered, perhaps pointing more to the fragility of performance than to its force. claimed as public at all. "We miss something of the point of public demonstrations," notes Butler, "if we fail to see that the very public character of the space is being disputed and even fought over when these crowds gather" (ibid.).
Within this struggle, however, performance might perhaps take on a different register of endurance. Rana Haddad's talk, entitled "The ripple effect," reflected on the lasting impressions made by public installations in Beirut that had been destroyed or abandoned. Paradoxically, it was often this erasure that gave the installations such a strong hold in public consciousness, as well as and private security guards who monopolize the use of routes and pavements. Where public space exists in Beirut, it is perhaps at the level of the encounter, the manoeuvre, which creates a moment of publicity despite the erosion of its proper space, in a place that is nonetheless privatized, strategized or derelict: a growing relationship between neighbours from their balconies; an obstinate use of public transport despite its chaotic inconsistencies; the moment when the traffic is so jammed you can finally cross the motorway to get home. As the intimacies, and the flukes, and the happy accidents of our encounters in October showed us, these moments are always personally situated, as well as public and political. Through the loopholes of administration, the sympathetic policeman, the decision to occupy no matter what, bodies in public appear.
So whilst it may be starved of civic provision for truly publicly-owned space, Beirut is nevertheless a city that breathes the everyday performance of life through all its political divisions and solidarities, on every treacherous pavement, in its nightclubs, beauty salons and places of worship.
Its bodies work in alliance and in opposition: they are social, classed, and gendered, and these complex junctures of identity are only amplified in the contemporary geopolitics of the region. No Matter Where I Go, written and directed by Amahl Khouri and performed at the American University of Beirut, was claimed as the first queer play staged in the Arab world. Homosexuality is illegal in Lebanon and we were not allowed to film, but with a packed out audience and more pressing at the doors, the performance was followed by a heated Q&A which emphasized the universality of its themes of exclusion and stigmatization. The performers identified as queer people of diverse expressions, and, highly significantly, of various religious backgrounds.
The play made manifest -in very poignant terms -the irreducible entanglement of questions of class and sect with those of gender and sexuality. Other participants too gestured powerfully towards the gendered concerns intrinsic (but often overlooked) in militarization and violence.
Andrew Wilford explored the fetishization of the masculine 'terrorist'; and Che Gossett's talk on
Israeli pinkwashing -the exploitation of LGBTQ issues to market Israel as politically progressivewas followed by Leila Tayeb and Rima Najdi's performance lecture on Madame Bomba: The TNT Project, in which Najdi walked around Beirut dressed, with unsettling ambiguity, as a fake explosive.
Despite -or perhaps even because of -its very international composition, the workshop was sitespecific in the truest sense. Participants arrived from Lebanon and elsewhere in the world with varying approaches to (and anxieties around) attending to the particularities of Beirut and its complex histories; approaches which were hotly debated in a closing roundtable. Some participants had done extensive research and worked closely with us over the development of their projects; others had decided to avoid prior 'research' entirely, responding haptically and spontaneously to the city.
Further participants joined us with sketched memories -for architect Wissam Alaridi, the Syrian expectation of Beirut as the great metropolis; for artist Richard Launder, the taste of carrot juice from his adolescence spent there, when cosmopolitan Beirut was known as the Paris of the Middle East. Keynote Jane Rendell's site writing lecture explored her own entanglement with the region with characteristic acuity. She arrived in Beirut with a guide book owned by her parents in the 1960s, compelling her to trace the delicate affects of her own life in relation to the geopolitical shifts of the region. In the process, as she described in her talk, "I started to understand how it is not only that public space appears and disappears when bodies address or turn away from one another; but also how the body operates as a filter through which public events become private, and vice versa."
In seeking to explore the position of performance in public space, it was necessary to confront our own positionalities as participants in the workshop: to open the privacy of our own bodies onto the public sphere. It was often the constraints and absences presented by the city that generated the most innovative claims for possibility. The workshop was formed for and from the city of Beirut:
its heterogeneity, vitality, potentials, and frustrations. As a practice of performance philosophy, the event seemed to triangulate these two forms-of-knowing with a third; the interrogation presented by the site itself, in which this practice took place. Such as philosophy can be 'performed', it is grounded in the particularities of its time and space, an utterance shaped by its historical and geopolitical locality. With the growing internationalization of Performance Studies -through PERFORMANCE PHILOSOPHY VOL 1 (2015) initiatives like the Performance Philosophy interim events and the decentralized conferences of PSi 2015 -attention to the provocations and opportunities presented by the specificities of place rightly come to the fore. Whilst we sought on several levels to map the city -via its channels of mobility, its veins of memory, or its political borders -Beirut emerged perpetually as a terrain which slipped away from these cartographies.
At times, its security checkpoints, deserted landmarks and flower-sellers seemed to reflect our scrutiny like light glancing off an opening window, revealing us starkly to ourselves as ephemeral, transitory bodies in public. 
